
  Musical Times Publications Ltd. is collaborating with JSTOR to digitize, preserve and extend access to The Musical Times.

http://www.jstor.org

Protection for Critics 
Author(s): Ernest Newman 
Source:   The Musical Times, Vol. 63, No. 951 (May 1, 1922), pp. 310-312
Published by:  Musical Times Publications Ltd.
Stable URL:  http://www.jstor.org/stable/910161
Accessed: 15-12-2015 12:50 UTC

Your use of the JSTOR archive indicates your acceptance of the Terms & Conditions of Use, available at http://www.jstor.org/page/
 info/about/policies/terms.jsp

JSTOR is a not-for-profit service that helps scholars, researchers, and students discover, use, and build upon a wide range of content 
in a trusted digital archive. We use information technology and tools to increase productivity and facilitate new forms of scholarship. 
For more information about JSTOR, please contact support@jstor.org.

This content downloaded from 132.239.1.231 on Tue, 15 Dec 2015 12:50:58 UTC
All use subject to JSTOR Terms and Conditions

http://www.jstor.org
http://www.jstor.org/action/showPublisher?publisherCode=mtpl
http://www.jstor.org/stable/910161
http://www.jstor.org/page/info/about/policies/terms.jsp
http://www.jstor.org/page/info/about/policies/terms.jsp
http://www.jstor.org/page/info/about/policies/terms.jsp


310 THE MUSICAL TIMES-MAY I 1922 

In a last word, Mr. Radford was asked about 
the prospect of English music finding a home 
among these English singers. 

'A ticklish question! The size of Covent 
Garden is such a consideration. If we were 
playing in a smaller theatre there are 
half-a-dozen English operas which it would 
be a pleasure and an assured success to 
stage; but isn't it a fact that the indubit- 
able masterpieces of English opera are 
little masterpieces-I mean Savitri and 
The Immortal Hour, and The Boatswain's 
Mate and Shamus O'Brien-whereas Covent 
Garden was built for Meyerbeer and Verdi? 
Can you yourself name an English grand 
opera, of the Covent Garden scale, appropriate 
in every way for production by us this 
summer ?' 

[But here the catechised catechiser blenched, 
and was still.] 

'But as time goes on the production of 
English operas will be one of the very 
reasons of the National Company's being,' 
said Mr. Radford. 

And he mentioned a name or two; but for 
these the time is not yet. C. 

PROTECTION FOR CRITICS 

By ERNEST NEWMAN 

The critics seem to have been having rather a 
bad time lately. First of all there was the case of 
the Editor of the Revue des deux IMondes, who was 
ordered by a court-apparently in perfect serious- 
ness-to place at the service of some dramatist or 
other, who thought he had not been treated with 
sufficient respect, twice the space of the original 
article for a reply to a criticism. Next came the 
Parisian actress who threatened proceedings against 
an artist for having exhibited a caricature of her 
-which of course is only another form of criticism. 
Then another Parisian actress sued a dramatic critic 
for damages because he gave in print the true 
reason for the sudden termination of one of her 
performances-which was not that she was over- 
come by the emotion induced by her part, but 
simply that her dental plate had come in 
two. The lady did not deny the truth of the 
explanation, but felt that in making it public the 
journalist had been lacking in reverence for her 
as an artist. They are a touchy lot. You can't 
chaff them without their being offended; you can't 
discuss them seriously without their being offended. 
What are you to do with them ? 

Recently we have had the sad spectacle of 
Mr. C. B. Cochran being compelled to conquer 
his well-known aversion from self-advertisement 
and come into the limelight with an attack on the 
dramatic critics. Mr. Cochran is nothing if not 
thorough-going. It is only his kindness of heart 
that holds him back from sueing for libel those 

critics who are so thick of head or so hard of 
heart as not to recognise that whatever Mr. Cochran 
does in revue is right. 'I imagine,' he says, 'that 
if a newspaper stated that a customer at Harrod's 
Stores indignantly refused to pay for a handkerchief 
sold as silk but actually of calico it would make itself 
liable for a libel action unless it could prove the 
statement to be true.' I suppose it is only my 
stupidity, but it does not seem to me that the two 
cases are absolutely parallel. Whether a hand- 
kerchief is made of silk or of calico is a matter 
of fact, not of opinion. There are tests by which 
it can be settled to everyone's satisfaction. But 
whether a 'turn' in a revue is sufficiently clever or 
amusing for a critic to write home about, or even 
to write to his paper about, is a matter less of fact 
thahi of opinion; and I cannot quite see our judges 
and juries, as yet, sending people to gaol for the 
crime of differing from an impresario on a matter 
of taste. 

Now that threats of legal action are in the air, 
perhaps the critic may be allowed to contribute a 
note or two to the chorus. He is generally 
regarded by the people who are technically known 
as artists as something to be fired at. What if, as 
a change, he begins firing himself? It may easily 
come to this if certain people in the world of music 
do not mend their ways. 

They are strange people, these artists. They 
profess to have the utmost contempt for criticism 
and the critics; yet they spend many pounds every 
year in reprinting the criticism of the critics-when 
it happens to be favourable. No critic objects to 
that procedure in and by itself. Critics are kind- 
hearted people, and if they can help a lame dog 
over a stile they are only too glad to do so. But 
they have a right to object, and they do object, to 
the dog getting the lift under false pretences. The 
dog, for his part, has no right to go about making 
it appear that a critic has been admiringly helping 
him over the stile when what the critic really tried 
to do was to push him under the stile and keep 
him there, in the interests of other dogs and of 
humanity's calves. Still less right has the dog to 
go about saying that the critic tried to poison and 
hamstring him, when all the critic did was to say 
that he did not like the dog's bark, or was doubtful 
as to his having a license. 

Some of these 'artists' have a way of cutting 
out a sentence here and a phrase there from a 
criticism, and reprinting these in such a way as to 
make it appear that what was at its best a tolerant or 
ironic smile on the critic's face was really a grin of 
ecstatic welcome. Sometimes the 'artist' goes 
beyond even this mild foirm of sharp practice. I 
once wrote about a certain foreign singer in terms 
that were designed to make it clear even to him 
how little I thought of his art. A little later a 
compatriot of this person, returned from a tour in 
his native country, told me that this 'artist' was 
everywhere proclaiming in the native press and in 
his programmes that I had alleged him to be one 
of the greatest singers I had ever heard. I have 
no remedy, of course. Sheer mendacity of this 

This content downloaded from 132.239.1.231 on Tue, 15 Dec 2015 12:50:58 UTC
All use subject to JSTOR Terms and Conditions

http://www.jstor.org/page/info/about/policies/terms.jsp


THE MUSICAL TIMES-MAY I 1922 311I 

kind is rare, but the methods of one or two 
'artists' in this country also have made me doubt 
whether they have pondered very deeply on the 
ethics of quotation. 

I am moved to these remarks by a recent 
experience with an English composer who shall be 
nameless. This person advertised in at least two 
English newspapers that the Sunday Times had 
said that 'this composer's work is dead, dead 
beyond recall.' I quote in full what I did say, 
omitting only, in charity, the name of the 
composer and that of the work under discussion: 

'At the same concert we had the Overture 
to Mr. X.'s --. I should have preferred to 
say nothing about it, for it is against my 
nature to speak ill of the dead, and -*, I 
fear, is dead beyond the hope of resurrection. 
Sometimes, however, an autopsy on a musical 
work is desirable in order to determine the 
cause of death. -- evidently died because 
of a lack of harmony between its various 
functions. The Overture is typical of the 
whole. It shows Mr. X. as a composer without 
the smallest faculty of self-criticism. Whatever 
comes into his head apparently goes on to 
paper; there is no sifting out, no refining of 
this and scrapping of that. The result is 
that each of his long works is the strangest 
medley of real genius and distressing common- 
ness. Genuine inspirations rub shoulders 
with ideas that make you wonder how any 
man could write them out and not see the 
banality of them. There are things in the 
---- Overture that make you catch your 
breath with astonishment and delight; there 
are other things that make you blush for the 
composer.' 
It is clear from this, surely, that I was discussing 

not the composer's work as a whole, but one work 
only of his, and that even in that work I found a 
good deal to admire. Is it a constitutional in- 
capacity for accuracy that makes him pervert this 
judgment, in his, advertisements, into 'this 
composer's work is dead, dead beyond recall'-' 
the implication of these words being that I was 
referring to the whole of his work-or .must we 
seek another explanation? .Even the phrase 
'dead, dead beyond recall' is not mine. 

Anyhow, this sort of thing cannot be permitted 
to continue. Mr. X.'s perversion of my words 
must have come under the eyes of many people 
who would have no means of knowing that it was 
a perversion. I found it innocently reproduced, 
as gospel truth, in two American journals, and no 
doubt it appeared in others. I am not taking the 
incident too seriously. Students of instru- 
mentation are familiar with the description of 
the bassoon as the clown of the orchestra. This 
particular composer is regarded by some people as 
the bassoon among composers; and for that reason 
they look with an indulgent eye upon his 
escapades. 

It may interest composers, artists, and agents 
to know that the Critics' Circle (in connection 
with the Institute of Journalists) has recently been 
deliberating on matters of this sort. The critics 
have too long submitted uncomplainingly to their 
criticisms being distorted and perverted for the 
purpose of advertisement. Artists and agents, as 
a result of license too long unchecked, have come 
to believe that they have not only a prescriptive 
right to quote part or all of an article for their own 
purpose (which, of course, by law they have not), 
but a right to misquote it in any way that suits 
them best. Sometimes a critic who invariably 
initials his own articles in the newspaper for which 
he writes finds that an uninitialled notice by some 
other member of the staff is reproduced with his 
name appended to it. He is thus made respon- 
sible in the public eye for an opinion with which 
perhaps he disagrees. Sometimes, by selection 
and rearrangement of words, he is made to say 
something quite different from what he really did 
say. I write, let us suppose, that 'among the 
violinists of the third class, Miss Jones is a 
player of the first order.' 'This is reproduced in 
the advertisements with the first seven words 
omitted. I have seen critiques so mutilated in 
this and other ways that in their advertised form 
they have expressed the exact opposite to what 
the critic meant to convey. 

Occasionally the alteration is so slight that one 
can hardly say positively that it amounts to perver- 
sion, yet the critic knows that the reader of the 
advertisement is getting from it an impression 
rather different from that which he would have 
got from the article itself. Here is an example of 
this milder form of manipulation. In a recent 
Musical Times review of new pianoforte music 
(not by me, let me add) appeared the following: 
'Cyril Scott's Inclination a, la Danse (Elkin) has an 
impetus that is too often lacking in his music. Its 
harmonic flavour is sharper, and its rhythm more 
incisive. We could do with more Scott of this 
kind.' This has been condensed in an advertise- 
ment into eight words: 'We could do with more 
of this kind.-M1tsical Times.' I leave it to the 
reader to say whether he thinks this conveys 
accurately the full meaning of the reviewer. 

A principle is at stake, and it is time either 
some aggrieved individual or some responsible 
journalistic body took action upon it. In law, the 
rights in an article are vested in the author or the 
paper. The moral right to reasonable quotation 
has never been denied, but if the quotation is to be 
not merely unreasonable but positively misleading 
then it is time someone put the law irlto force 
against a transgressor, as a lesson to the others. 

A few months ago, it will be remembered, 
Mr. Rudyard Kipling brought an action against the 
makers of a certain proprietary article for the 
alleged unauthorised and improper use of a verse 
of one of his poems to advertise their preparation, 
He won his case, and was granted an injunction to 
restrain further infringement, with costs against the 
defendants. SI.e.. this particular work-an opera. 
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'It was said [remarked Mr. Justice Peterson, in 
giving judgment] that quotation was permis- 
sible if it was fair and reasonable. No doubt 
an author might not object to quotation for 
certain purposes; but there was no right to 
take a substantial part without the author's 
consent, and he [the learned judge] saw no 
reason why an author should permit the use 
of a quotation for the purpose of pushing 
the goods of an advertiser.' 
Now it is frankly for the purpose of pushing their, 

goods that composers and performers reprint the 
remarks of critics ; and the critics have at least the 
right to ask that in this process of unauthorised 
reprinting they shall not be made to seem to say 
something quite different from what they really 
said-either by pure falsification on the advertiser's 
part or by manipulations of, or omissions from, the 
original text. These people and their agents have 
too long assumed that a critic's articles are theirs 
to do what they like with. I suggest that it be 
impressed upon them that if they wish to reprint an 
article, or part of one, for advertisement purposes 
of their own, they should first submit to the critic 
or the newspaper, for his or its approval, the 
summary or the paraphrase they propose to make 
of it: and that every such reprint shall bear the date 
of the original article. This is sometimes of the 
first importance to the critic. I myself have had 
the annoyance of seeing some many-years-old 
references of mine to a certain composer-about 
whom my opinion has largely changed in the 
interval-circulated without their date being given, 
and so made to convey a wholly false impression 
of my present views upon him. 

Some day, I think, the courts will have to be 
asked to decide as to whether these traditional 
practices of artists and agents are permissible. 
Within the last few months an American author, 
Mr. W. F. McCaleb, brought an action-and, I 
believe, won it-against the exhibitors of an 
'historical' film for misquoting on the screen 
from an historical treatise of his. He 

? 
. alleged in his pleading that the purported 

quotation is erroneous, and that it expresses 
a view diametrically opposed to the opinion 
in fact expressed by him in his book, and 
that it is injurious to him in his reputation 
and standing as an author and historian.' 

Commenting on the case, the Author (the 
journal of the [British] Incorporated Society of 
Authors) says that 

. it would seem, on the principle of the 
British cases,* that Mr. McCaleb is right, 
and that he ought to succeed in his action if 
he can prove that the quotation attributes to 
him an opinion which, in fact, he never 
expressed.' 

I hope that the people who are in the habit of 
manipulating Press notices for their own purposes 
will take note of these legal opinions. The 
majority of these good people are not consciously 
dishonourable; they are simply doing blindly or 
semi-humorously what it has become the practice 
in the profession to do. Now they know how the 
critics resent it, they will no doubt see that it is 
not cricket, and give it up. To the others-who 
are impervious to any appeal to their honour-the 
friendly warning may be given that they are.playing 
a dangerous game. 

* Cases decided by English courts in the author's favour on the 
ground of 'misrepresentation of facts as to what the author had 
written, thereby falsely imputing to him the authorship of work 
inferior to his own standard of work in the same class.' Some of the 
perversions I have seen of a critic's words for advertisement purposes 
would certainly come under this category. 

ZOLTAN KODALY 
BY CECIL GRAY 

While the name of Kodaily is already vaguely 
familiar to a few, his work remains almost entirely 
unknown for the very good reason that, with the 
exception of two early works, none of it has 
hitherto been published. This omission, we are 
glad to note, is now being speedily made good, 
and the recent simultaneous issue by the 
Universal-Edition of several of his latest works 
affords ample opportunity to everyone who is 
interested in contemporary developments for 
making the acquaintance of a singularly talented 
and original personality. 

The fact that he already enjoys a certain 
legendary and shadowy reputation among cogno- 
scenti without his works being known is in great 
measure due to the constant association of his 
name with that of his compatriot and contemporary, 
Bela Bart6k, whose works are relatively familiar. 
This association, though doubtless inevitable, is 
not at all to Kodaily's advantage, all the less so 
because there are at first sight sufficient superficial 
resemblances between them to justify it, and even 
to warrant the inference that Kodily is only a 
follower or imitator of Bart6k. Nothing could 
be further from the truth. Such stylistic 
similarities as do undoubtedly exist are not the 
result of the influence of either composer upon 
the other, but are simply the outcome of wholly 
impersonal and extraneous influences to which 
both have equally been subject. Their respective 
talents have been nurtured by identically the same 
conditions, and have reacted to precisely the same 
artistic stimuli, particularly that afforded by the 
distinctive 

.idiomatic 
peculiarities of Hungarian 

folk-music. But there the resemblance ends. 
Although both spea.k the same language to a 
certain extent, they express a totally different 
order of ideas and emotions. Their per- 
sonalities are quite distinct from each other, 
and this, after all, is the only thing that really 
matters. It is not, ultimately, the national 
element which Borodin and Moussorgsky share 
in common that imparts significance to their 
music, but their individual genius. They merely 
happened to make use of certain hitherto neglected 
modes of expression for their own very good 
purposes. The reason why the music of 
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